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ABSTRACT 


The contribution of Gheorghe Burada (1831-1870), composer and conductor of Iasi, to the musical 
life, musical education and to religious and lay musical composition is important as it represents one 
of the first steps in knowing, understanding and applying the composition principles of Western tonal 
music — not heard of before the beginning of the 19th century. Gheorghe Burada was the conductor of 
the first choir singing religious harmonic music and also the first to teach musical theory and 
solmization at the Academy of Music and Dramatic Art of Iasi. He composed both lay and religious 
music, yet his scores were never published. In the works he authored, lay and religious — now 
preserved at the Special Collections Department with Mihai Eminescu Central University Library — the 
principles of tonal classical music can be recognized, in a simpler, more rudimentary, yet effective 
form, lacking, however, genuine artistic mastery. His main religious composition, Divina Liturghie a 
Sf. Ioan Gură de Aur, having as a subtitle “music that was partly adapted from Russian and partly 
being an original composition by G. T. Burada, lassie” he introduced harmonized melodies belonging 
to the Russian-Ukrainian lithurgic repertoire and original melodies created in the same style and 
adapted using mainly harmonic techniques, while he very rarely employed elements of immitative 
polyphonic techniques. The ratio text — music is not neglected, the composer adequately illustrates the 
meaning of the lithurgic text. Elements of musical agogic and dynamics are also present in his scores, 
which make the musical discourse more expressive, at the same time proving Gheorghe Burada” good 
musical training as well as his experience as a conductor of church choirs. 
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The foundation of the Music and Declamation Academy of Iasi and Bucharest (1864) 
was an important step for the general progress of arts, and of music most of all, as it trained 
professional musicians, music teachers and performers. By 1864, a crucial year for the attempt 
to tune in to European standards, this stage had been prepared by forerunners who had 
dedicated their life to the progress of the various forms of high arts and endeavoured to rise up 
to Western standards. 

In the area of religious music, the initiative of introducing the homophonous style in 
churches and the creation of a European repertoire were faced with the traditionalist attitude 
of church authorities, which supported the continuation of the monodic tradition of psaltic 
music, deeply imbued in the religious practice. Continued efforts were required from great 
personalities of the age, both lay and religious, so that the first harmonic choirs could be 
created. Only after this first goal was achieved could native composers consider composing a 
choral liturgical repertoire according to famous Western models, which were termed 
derogatorily sometimes as “papist” (Catholic) and sometimes as Russian, thus indicating the 
Russian-Ukrainian influence and way of access into the choral music of Moldavia and Tara 
Românească. 

Within this historical context, a pioneering role in introducing the Western type of 
choir to laşi was played by the well-known musician Teodor T. Burada's elder brother, 
Gheorghe Burada. Unfortunately, Gheorghe Burada’s name (1831-1870) is rarely mentioned 
in the lexikons, dictionaries and books on the history of music, and no musicologist so far has 
dedicated him a thorough study. Musicologists such as Mihail Poslusnicu [13], Teodor T. 
Burada [2], George Pascu [12], Melania Botocan si George Pascu [1], Mihail Cozmei [5], 


Octavian Lazar Cosma [7], Serafim Buzila [4] have collected and processed information about 
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Gheorghe Burada. Relying on this information, we are trying to present an overall image of 
the part played by this Romanian composer in the development of cult music in Moldavia, in 
Iasi especially. The rather meagre interest shown in the understanding of his contribution to 
the development of the artistic education of the time is accounted for by the insufficient 
development of the budding education system, as well as by the artist’s untimely death when 
he was not yet 40. On the other hand, this undeserved oblivion was also the result of the quick 
rise to notoriety of his younger brother, the folklore collector, violinist, musicologist Teodor 
T. Burada, who shortly gained fame by initiating his original voyages not only around 
Moldavia, but also in wider areas. In his book Hronicul muzicii ieşene [The Chronicle of the 
Music in laşi | George Pascu regretfully admits that Gheorghe Burada “was thrown into the 


shade by his famous brother, T. T. Burada” [1, p. 66]. 


Biographical landmarks 


The elder son of the Minister of Internal Affairs Tudorache Burada, Gheorghe Burada 
displayed an early musical talent. He received his general education at Victor Quinet’s 
preparatory school, where he was taught by the best teachers in Iasi; at the same time he 
studied violin with the Czech teacher Werner, then with another master, Schulz. He completed 
his musical education with lessons from musicians in Iasi such as Alexandru Flechtenmacher, 
Paul Hette and Eduard Hubsch, who imparted him elements of harmony and counterpoint. He 
continued his musical instruction in Vienna, Dresden and Budapest, where he studied the 
violin [13, p. 338]. 

His debut as a violinist was on October 18th 1852 at the Copou Theater, where he 
played the Concerto for violin and orchestra by Charles Beriot. His performance, however, 
was not well received since the high society held in contempt a noble’s son who chose a 
musical career as violinist. Nevertheless, the musical event of 1852 was memorable, since half 
a century later the newspaper Dreptatea of June 20th 1904 wrote: “He (Gh. Burada, n.n.) was 
the first gentry son in Moldavia who, facing the prejudices of the time, dared present himself 
in front of the audience at the Theatre, violin in hand, and on the 18th of December 1852, 
performed the Concerto for violin no.1 by Ch. Beriot, accompanied by the piano” [9, p. 6]. 
However vexed and disappointed, the young musician did not give up and continued to 
perform together with his three musical brothers: Teodor, Constantin and Mihai, along with 
other instrumentalists. They were supported by their father, Tudorache Burada, and their 


mother, Maria — “a cultivated woman, with pedagogical and artistic gifts, who mastered 
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French, Russian and Greek and even had some literary talents (she translated a melodrama, 
The Bell-ringer from St.Paul’s, by Bouchardy)” [9, p. 5]. He abandoned the musical career for 
a while and chose a legal career; his passion for the art of sounds, however, compelled him to 
return to music and he dedicated the remainder of his short life to it. Being aware of the 
initiative of his predecessors and family — then dominated by the personality of the Minister 
Tudorachi Burada, pater familias and gifted musician of the psaltic music — his son, Gheorghe 
Burada set as his goal to create a “harmonic” choir similar to that trained and conducted by 
Alexandru Petrino, consisting of the pupils at the Ecclesiastical Seminary at Socola (Iaşi, 
1832), or a choir in Bucharest, whose the conductor was archimandrite Visarion and which 
consisted of the singers of the Old Royal Court. 

In order to achieve his ideal of introducing harmonic choral music to the churches and 
schools of Iasi, Gh. T. Burada was supported by his family, especially by his father, 
Tudorache (Teodor) Burada, by several musicians trained in the Western schools such as 
Alexandru Flechtenmacher, Francisc Serafim Caudella, Paul Hette, as well as by higher ranks 
in the church hierarchy and by politicians: metropolitan bishop Calinic Miclescu, King 
Alexandru loan Cuza, his Prime-Minister at the time Mihail Kogălniceanu, the writer 
Costache Negruzzi, the poet Vasile Alecsandri. Further on we shall dwell on T. Gh. Burada’s 
father, a captivating personality who played an important role in the musical life of the city of 
Iasi, both vocal and instrumental. He was born in the village of Odobestii Vrancei in 1800 and 
died in Iasi, in 1866; he led an active life, taking part in important political, as well as cultural 
and artistic events. He went up the social ladder and gradually accessed the positions of Lord 
Steward, Lord Purveyor, High Steward, collector of duties on spirits, Minister of Internal 
Affairs. In 1862 he also held the position of sponsor of the city of Iasi and his diverse activity 
was highly appreciated by the city’s authorities of the time. He was taught psaltic singing first 
by his father, Radu Burada, and later by Constantin Chiosea [10, p. 241] in Bucharest. In a 
monograph published in Iasi [14, p. 64] it is confirmed that Tudorache had also attended the 
Socola Ecclesiastical Seminary in 1816; later he left for Bucharest, where he studied psaltic 
music with Constantin Chiosea, a Bucharest singer, contemporary of Anton Pann. These two 
performers were famous for their “songs of the world”, much appreciated at parties in the 
public gardens of the time. As a psalm reader and singer, he is mentioned to perform at 
several monasteries (Neamt, Varatic) and town churches, among which “Saints Atanasie and 
Chiril” behind the present “Gr. T. Popa” Medical School in Iasi. The musicologist Viorel 
Cosma discovered that Tudorache Burada also taught music in Craiova in 1825, 1828 and 


1829. While this period of teaching in Craiova is still questionable, it is certain that, back in 
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Iasi, Gh. Burada’s father worked as a teacher, teaching not psaltic music, however, but guitar 
at the young ladies’ private school, which he himself founded in his own houses on the Sărărie 
Hill, near the Vulpe Church. Based on historical documents, the musicologist George Pascu 
mentions that Tudorache Burada was the first Romanian to have written a grammar or primer 
for the study of the guitar, which was then published after his death in Titus Cerne’s magazine 
“Art” [1, p. 50]. It should also be mentioned that the first music hall of instrumental chamber 
music of Iasi was opened in the houses of Minister Burada, where P. Hette, Schutz, Werner si 
Francisc Caudella taught. The set of innovations owed to his passionate supporter of music 
continued with the creation of the first choir that sang harmonic music in Iasi; it was started in 
collaboration with Evdochim Ianov at the church “Saints Atanasie and Chiril” in 1854. In this 
way, his name was forever set among the pioneering figures of music in Iasi, as George Pascu 
and Melania Botocan very aptly noted in their book, A Chronicle of the Music in laşi. His 
portrait has been sketched here in order to provide a notion of the atmosphere so rich in 
musical events, which had a decisive contribution to the young man’s education. 

It was with this choir at the church “Saints Atanasie and Chiril” that of the Minister of 
Internal Affairs Gheorghe Burada’s eldest son started his career as a conductor. Besides the 
role of the family, the role played by his teachers must also be emphasized here; among them, 
Alexandru Flechtenmacher stands out: he was the conductor of the orchestra of the National 
Theatre, the composer of the first Romanian musical comedy (Baba Harca [The Croney]) and 
of many national songs that enjoyed great popularity. At the church “Saints Atanasie and 
Chiril”, the harmonic choir conducted by Gheorghe Burada performed a liturgical service 
translated from Russian [3, pp. 290-291]. Although the choir performed for only a short time 
(two years), this initiative made him well-known as a conductor in Iasi and was also received 
favourably by the church goers, as it contributed to familiarizing them with the style of the 
choir music of Russian influence. 

In 1860 Gheorghe Burada was asked to teach Western music at the Preparatory School 
within the “Three Hierarchs” Monastery, which he did honorarily for year. Here, too, he 
advocated the introduction of choral music, which he supported through the creation of a choir 
consisting of the pupils of the above mentioned school; under his baton, this choir performed 
a piece of his own, The liturgy in F major. For his outstanding contribution he received 
official recognition and thanks from King Al. loan Cuza in October 1862 [13, p. 339]. The 
foundation of the School of Music and Declamation in 1860 and, later on, of the 
Conservatoire in 1864 — “this axis that will govern the artistic movement” (George Pascu) — 


were important moments in Gh. T. Burada’s life, as he was appointed a Professor at the Chair 
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Basic elements of music and solfeggio, and as a Professor in ordinary of the discipline Musical 
theory and solfeggio. In this position, he educated the first generations of students and also 
produced a very useful didactic piece of work, Elementary musical principles (1860) [8, p. 
294]. 

If before the establishment of the metropolitan bishop Calinic Miclescu the 
ecclesiastical authorities’ attitude had not been favourably inclined to choir music, as it was 
considered an innovation not in keep with the norms of Orthodox religious music, when the 
new bishop was established, the situation changed. Open to new forms and a connoisseur of 
the choir music of the Western type — more elaborate, yet not in disagreement with the spirit 
of Orthodoxy — metropolitan bishop Calinic Miclescu approved of the creation of a 
ceremonial choir with the Metropolitan church (1863), which should sing the responsorial 
chants during the Liturgy. Professor and conductor Gheorghe Burada, who had made himself 
known through his previous activity, was appointed trainer of the choir, which then was 
transferred to the Conservatoire in 1864. He fulfilled the task of conducting the ceremonial 
choir intermittently, going through the difficulties inherent in every new enterprise, until his 


premature death in 1870. 


Interpretive activity 


His interpretive activity represented one of the constant preoccupations throughout his 
artistic life; it went along three main lines: 1. violinist; 2. choir conductor; 3. orchestra 
conductor. Various publications present information about the three aspects, mainly The 
Musical Almanach, and The History of Theatre in Moldavia by Teodor T. Burada. 

Studying with famous foreign teachers and musicians that worked in Iasi at the time, 
and continuing studies in Vienna, Gh. Burada was comparatively well trained, which allowed 
him to perform on the musical stage of Iasi. He performed as a solo violinist, but also as an 
instrumentalist playing the violin part in the Theatre orchestra, accompanying musical 
comedies, operas and vaudevilles presented by foreign or Romanian companies. Here are 
some of the lyrical performances: Un ballo in maschera, The Lombards, Ernani, The Barber 
of Seville, Lucia di Lammermour, Old Croney, The Spinster. 

Gh. Burada was also a gifted orchestra conductor in the early times and he further 
perfected his style with his former teacher Al. Flechtenmacher, also he was a self-taught 
musician. He conducted the orchestra of the Copou Theatre, whose Manager he was between 


1864 and 1870, and he was also the conductor of the Social Theatre (1867-1868): under his 
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baton, various vocal-dramatic pieces were performed by foreign (Italian, French) and 
Romanian soloists”. 

A knowledge of the instrumental and vocal technique was of great use in conducting 
musical dramas. In his book The Encyclopedia of Moldavian performers, the lexicographer 
Serafim Buzila [4] offers an impressive list of artists that Gh. Burada collaborated with as a 


conductor of the various operatic performances in laşi. 


Musical creation 


The contribution of this gifted musician, composer, conductor and performer, unjustly 
left to oblivion by contemporaries and successors, is considerable and worth remembering, 
given the historical context, since he lay the foundations of the first religious choir of Iasi, 
thus promoting a liturgical repertoire translated into Romanian and then an original repertoire. 
As a Professor of Musical theory and solfeggio at the Conservatoire he contributed to the 
creation of the modern Romanian musical education. His lay musical creation includes The 
Moldavia National Anthem, The national overture Moldavia (1852), three pot-pourris — A 
Souvenir from Mehadia, A Souvenir from Prisăcani, A Souvenir from Ungheni, The Fantesy 
for string quartet, Why hast thou drawn back the oars? (text by N. Istrate), music for the 
stage: The Fortress of Neamt, The courier from Lyon, the pantomime Missolonghi (after 
Byron), musical miniatures. His choir compositions, left wholly unpublished and currently 
preserved at the Mihai Eminescu Central University Library of Iasi (BCUME), include: The 
Holy Liturgy of Saint John Chrisostomos, (Ms. VI-266 BCUME), A Hymn to H.H.H. Kalinic, 
Metropolitan Archbishop of Moldavia and Bukovina (Ms. V-95 BCUME), The Axion for the 
Day of the Cross (Ms. V-90 BCUME) and some other scores, left unfinished. Gh. Burada’s 
lay and religious compositions have little more than documentary value: an analysis of the 
musical diction of his work places him among the first amateur composers of modern music in 
the history of Iasi. 

In the following section we shall present the conclusions of an investigation of his 
religious creation and not only; we mean to provide better knowledge of the characteristic 
features of his work and find his place and role in the establishment of the Romanian musical 


school as objectively as possible. Our analytical approach — and the synthesis it follows — is 


48 See the list of the titles of the creations mentioned above. 
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vital, since no one has so far attempted at it and all claims were based only on general 
impressions and not on documents. 

His style as a composer was clearly linked to European classical music, yet it was not 
very elaborate, sometimes utterly simple, even over-simple. The melodic contour of his lay 
compositions bears the influence of Italian music and is structured in symmetrical sentences, 
in a classical type 4m+4m. Here is an example of a melody and its treatment as they appear in 


the miniature for piano Aglae Polka (Ms. IV-79 B.C.U.M.E.): 


Example 1: Gheorghe Burada, Aglae Polka 


The melody, in a 2/4 time signature, is developed in a playful rhythm, emphasized by 
dotted eighths and sixteenth notes, characteristic of ball-room dance polca; it is also 
developed in an interval scale based on an ascending leap solved through a scalar descending 
profile. His tonal harmonic style uses harmonic sequences corresponding to the main 
functions of the F-major dominant, subdominant tonality, but chords formed on the secondary 
steps are also used. 

Another example of a melodic contour composed according to the rules of classical 
tonal music is The Moldavian National Anthem “God, protect this country "(Ms. V-272 


BCUME, incomplete, consisting of only the part of each voice and not the choir scores): 
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Example 2: Gheorghe Burada, Doamne-apar’ asta tara 
ox 
a eee Jf IAR 
OS = — E EEE 
Poa-mu a fu aj -la lex ra chi pea ne - thu Yommne 


It is easily noticed that the melody, which is created in the D major builds around a 4 
and an 8 measure, uses an ascensio-descensio profile and develops along the main tonal and 
dominant function of the tonality. 

Besides the basically homophonous composition, some pieces use elements of 
polyphonic composition, consisting of brief imitative elements, within the voice leading as 
dialogues between groups of voices, which is a vocal technique of Renaissance influence; this 


is the case in the concerto Praise the Lord in the Holy Liturgy of St. John Chrisostomos: 


Example 3: Gheorghe Burada, Laudati pre Domnul, m. 13-19, in Divina Liturghie a Sfântului 


Ioan Gură de Aur 
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The dialogue between the female and the male voices within the homophonous writing 
can be remarked on in this example. 

The architecture is represented mainly by the small size classical forms such as the 
strophic form (as for instance in the pot-pourris, the instrumental miniatures, the choral 
compositions). The developing forms, such as the sonata form, were not used by Gh. Burada 
in his compositions, as they require a higher mastery of the compositional techniques, which 
he could not attempt due to his unsophisticated musical education. 

Original aspects can be found in the pantomime Missolonghi (Ms. V-91, B.C.U.M.E). 
The manuscript consists of orchestral parts (only the part for the viola is missing). In this 


composition, Gh. Burada intends to illustrate in music the heroic end of the Romantic English 
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poet G. G Byron. The directive part, which is incomplete, contains the following literary 
explanations, given with the purpose of suggesting the development of the pantomime: The 
Message, The Prayer, The Vow, Blessing, Taking leave, The Onset, Despondency. In the 
section The Prayer, a new inspired musical motif appears, based on a rhythmic trochaic cell 


which, through repetition, suggests imploration, as required by the stage development: 


Example 4: Gheorghe Burada, Missolonghi 
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In the next part, the composer uses a figurative musical motif, with a descending 
melodic contour adequate to the literary message. For Taking leave, the separation scene, the 
musician repeats the descending motif from the section The Prayer, then introduces the 
tremolo of the strings, with a deeply suggestive effect in creating a sad, melancholy 
atmosphere resulting from the separation. In the last section, Despondency, the melody is of 
an obvious vocal nature as it is inspired from Italian opera music. The basic motif is repeated 
several times, almost identically, resulting in a rather banal musical rendition of the literary 
text, which thus loses much of its originality and diminishes the force of the sentiment. The 


merit of the composer must be, however, emphasized for his (sometimes less than successful) 
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attempt at outlining deep human feelings using the means of the musical art, which 
represented a first when considered against the background of Romanian compositional 
activity of the time. 

Gh. Burada also made a modest yet deserving contribution to religious choral music. 
As a conductor of religious choirs, he began by translating into Romanian and adapting a 
Russian liturgy, performed by the choir at the church “Saints Atanasie and Chiril”. He 
certainly benefited in this attempt from the help of his father, Tudorache Burada, and of 
Evdochim Ianov, the latter’s especially with the lexical correspondences”. 

In the journal Byzantion romanicon, Simona Geta Simiciuc presented an interesting 
study on a liturgy translated from Russian into Romanian that was preserved in manuscript 
form at the “George Enescu” Art University at Iasi [11, p. 131]. The manuscript was copied in 
1861 (i.e., a year after the Iasi Music School was founded) by an unknown copyist; the 
language used in the manuscript was Romanian in the Cyrillic alphabet. The author points out 
that “all the melodies are tonal, very simple, syllabic; they often use fragments resembling the 
recitativo, similar to Ukrainian and Russian liturgy music [11, p. 136]. Here is an example: 
the answer “God, save the believers” (f. 24v, a facsimile after the manuscript); it is the first 


piece of the second part of the above mentioned manuscript. 


Example 5: Doamne, mântuieşte pre cei bine credincioşi 
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# It is known that before the foundation of the permanent choir in 1854, an experimental choir was active 
intermitently at the “Saints Atanasie and Chiril” trained and conducted by Tudorache Burada, Gheorghe 
Burada’s father. 
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It can be noted that all the four mixed voices use the G clef; it can be surmised that the 
male voices — the tenor and the baritone — performed the scores by reading the scores one 
eighth lower than was written in the manuscript. It can also be noted that the melodic contour 
in the minor key was also transformed using clasical harmonic methods, consisting of chord 
relations of both the main steps and the minor steps in inversions; it also uses the dominant 
seventh chord (In the cadences, for instance, there are relations la I-IV-1°4-V-L.) The style of 
these chants, the year when they were copied indicate that hypothetically this liturgy could 
belong to Gheorghe Burada who, as we have previously shown, translated a liturgy from the 
Russian language which was to be interpreted by the choir at the “Saints Atanasie and Chiril” 
Church. 

On founding the pupils’ choir at the preparatory school, the Romanian musician was 
aware of the urgent need to create a Romanian liturgical repertoire, since the translations and 
adaptations of the Russian liturgy were not always in agreement with the local musical taste. 
Hence, in the years that followed, he was concerned about composing the main chants of the 
liturgical service, which he completed in 1865 and which were performed “for the first time 
by the choir of the Metropolitan Church of Iasi on July 15% 1865”, as it can be read on the 

91 


holograph scores, Ms. VI-266 at BCUME, Iasi. The title of the unpublished manuscript is 
“The Holy Liturgy of Saint John Chrisosthomos and the music partly adapted from Russian 
and partly original as composed by G. T. Burada, Iassie’’. It is, therefore, a transitional piece, 
original in part, that bridges the way to Gavriil Musicescu’s early work, who was his worthy 
successor as the conductor of the metropolitan church choir and as a Professor at the 


Conservatoire. 


Example 6: Ms. VI-266, title page 
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Some of the musical solutions in Gh. Burada’s choral liturgy were taken over by 
Gavriil Musicescu, which is proof of the former student’s respect for his master, which he 
eventually surpassed. 

The piece is composed for a mixed choir formed of six voices: soprano, alto, tenors 
and bass-baritones (the male voices being divided) and consists of most of the pieces in the 
Orthodox religious service, excluding the Antiphons I and II. Gh. Burada’s liturgy begins with 
the responsorial chants God, redeems us, followed by Holy God, Alleluia, The Great Ektenia, 
Herouvikon, The Small Ektenia, Unto the Father, The mercy of peace, Worthy is, Lord God of 
Sabaoth, We Praise Thee, the Axion It is truly fitting (by Dimitrie Bortneaski), The Small 
Ektenia, and concludes with the Concerto Praise the Lord God in His Heaven. 

It is hard to say which chants exactly belong to Gheorghe Burada and which are 
adaptations of Russian liturgy music, with the exception of the Axion /t is truly meet, which is 
surely the creation of the Russian composer Dimitrie Bortneanski (the fact is not, however, 
mentioned in the scores). As a rule, the same style features are preserved as in lay music, with 
the remark that within the musical architecture, the form “linked phrases” specific to religious 
vocal music, is used, its priority being the musical rendition of the religious prose text. 

The first responsorial chants “Lord, have mercy on us” and “Lord, save us” are 
composed in a homophonic recitative style in F major, also used in several of the liturgy 
chants. (A remark is made here that, with the exception of the Axion by Dimitrie 
Bortneanschi, the following musical examples are extracted from the facsimile of the 


holograph manuscript Ms. VI-266 by Gh. Burada.) 


Example 7: Gheorghe Burada, Ectenie, b.1-9, in Divina Liturghie a Sfântului Ioan Gură de 
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The chant “Holy God”, which is sung before the deacon reads the Epistle and whose 
text is the ancient prayer to the Holy Trinity “Holy God! Holy and Mighty! Holy and 
Immortal! Have mercy on us”, uses the D major and consists of only one A sentence of two 
symmetrical phrases a and avar. The scalar profile melodic line of an ascensio-descensio type 
sung by the soprano in a p nuance, with mild dynamic arches, appropriately illustrates the text 
of the prayer. Making use of a homophonic isorhythmic style for all four voices, in the first 


phrase a the composer uses chords of the keynote and chords of the dominant and the 


subdominant in authentic relations (bars 1-4): 


Example 8: Gheorghe Burada, Sfinte Dumnezeule, b. 1-6, in Divina Liturghie a Sfantului 
Ioan Gură de Aur 
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In the second phrase, avar, after the repetition of the initial motif with a scalar profile 
and the retention of the same main chords for the text “Holy Immortal” (bars 5-6) in 


crescendo up to f, the composer creates a chromatic modulatory inflection on a descending 
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fifth to G b major, which results in a fresher musical discourse. The phrase ayar s is completed 
through a return to the initial tonality, through the perfect authentic cadence I°4-V7-I. 
Following the homophonic recitative in the intoning chord of the tonic with imperfect cadence 
to the dominant for the text “Glory to the Father, and to the Son, and to the Holy Spirit, now 


and ever, and unto ages of ages. Amen”, the second phrase dayar is repeated identically. 


Example 9: Gheorghe Burada, Sfinte Dumnezeule, b. 7-10 
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130 jau 1967 


The responsorial chants in The Great Ektenia composed in G major, on the chords of 
the main steps are followed by The Herouvikon in Adagio, as requested by the first part of this 
meditative prayer, with the text “We who mystically represent the Cherubim sing the thrice 
holy hymn to the life giving Trinity”. The composition is organized in three strophes; in the 
first strophe (bars 1-16) is composed in C major and a % time signature, the same as that in 
the Russian compositions; in the second strophe (bars 17-32), the 4/4 time signature and the 
minor homonym C minor, while the last strophe (bars 33-42) reverts to the initial time 
signature and tonality. In the first strophe (bars 1-16) we can emphasize the creation of the 
timbre contrast and of the volume of the voices by means of attributing the first phrase of the 
text “who mystically represent the Cherubim” (bars 1-4) to the female voices, while the male 


voices join in later in the second phrase (bars 5-8) of the first sentence: 
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Example 10: Gheorghe Burada, Cari pre heruvimi, b. 1-9 


K 


This method is repeated in the second sentence (bars 9-16) of the initial strophe. The 
composer uses secondary steps of the key, in inversions, the chromatic modulation (in G 
major, bar 1), resulting in sound diversification and the perfect cadences of the two sentences 


of the 164-V7-I type (bars 7-8 and 15-16 respectively): 


Example 11: Gheorghe Burada, Cari pre heruvimi, b. 10-16 


SS a TEN SNE NT PR EY A dee: a te ---1_-}- 5} aa. 
et a oH 


In the second strophe, the sound level is substantially altered, as he resorts to the 


melancholy, slightly darkened ethos of G major, as well as by the change from the ternary 


metric system to the binary metric system (the 4/4 time signature); these methods bring 


increased expressiveness to the musical discourse: 
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Example 12: Gheorghe Burada, Cari pre heruvimi, b. 17-24 


n În BORT- R E) 
Sa Se o SSD 


m ee aN. TOAD NAS P: i a RESE CA ee ee E >- 


An interesting harmonic profile can be noticed in the second sentence (bars 25-32) of 
the second strophe, especially in the vertical plan, as the composer resorts to a chromatic 
modulation in A flat major (bar 25), which is at four fifths from the main tonality C major. He 
also uses chords of the secondary steps of the key, as well as certain passing anticipation notes 


and retardations: 


Example 13: Gheorghe Burada, Cari pre heruvimi, b. 25-32 


E DA 1 FTR EAT SENS Aa E eT CR CE potir iei rai LES PL N 0 TS SN SN ATI NEES PE T 
A Ca RR = SY a ER PA OR WS EL aa SE NE SS. Doe! RC ER WY ME AEE I ES a 
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Reversal to C minor is quite sudden (bars 33-34) through the introduction of the leading note 
B natural of the C minor key. In the third strophe of smaller size (bars 35-44), the musical 
discourse reintroduces the main C major tonality and the % time signature; the compositional 


methods used are similar to those of the first strophe. 
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The second part of the Herouvikon in Allegro, “As to the King”, brings to the fore the 
dialogue between the voice parties as a new element in the composition; at a dynamic level, 
this is supported by the f and p dynamic range and gives the piece a bright, dynamic, jubilant 
character. In the first sentence (bars 1-9), the text “As to the King” is intoned in tutti, while 


the male voices first, then joined by the female voices, combine in a dialogue repeating the 


word “King”: 


Example 14: Gheorghe Burada, Ca pre imparatul, b. 1-6 
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Further on, the text “that we may receive the King of all...” is repeated in a similar 
musical manner. The second phrase (bars 9-14) with the text “...invisibly escorted by the 
angelic hosts” begins in F major and is achieved through chromatic modulation (bar 9) in an 
isorhythm on all four voices (bars 10-11). Then for two further bars (bars 11-12) at a melodic 
level, we can notice the presence of a modulation in A minor (the basic minor relative of C 
major of this piece). The score of the Herouvikon closes with the jubilation “Alleluia”, 
repeated three times and achieved gradually in the form of a dialogue between the male and 
the female voices, starting from A minor (bar 15), moving through chromatic modulation to G 
major (bars 16-17) and returning to the initial C major tonality (bar 19); the final cadence 
reveals a Renaissance influence. 

Gheorghe Burada’s Liturgy also contains the Sunday Axion “It is truly meet” from the 
Russian composer’s Dimitrie Bortneanski (1751-1825) creation. Educated at the Imperial 
Chapel of Sankt Petersburg as a choir singer, he later studied composition with the Italian 
master Baldassare Galuppi, who took him to Italy in 1769. Here he studied counterpoint and 
poliphony for ten more years and composed religious choir music, also vocal music with 
orchestra accompaniment and opera (the operas Alcide — 1766 and Quinto Fabio — 1768). On 


returning to his native country in 1769, he composed the greatest part of his work, which 
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consisted of liturgy music (publiches posthumously by Piotr Ilici Ceaikovski in 10 volumes in 
1882), chamber music (sonatas for piano, a quintet for piano and harp, a cycle of French 
songs), but also opera music: Le Faugon (1786), Le Fete du Seigneur (1786), Don Carlos 
(1786), şi Le Fils-Rival ou La Moderne Stratonice (1787). Starting with 1796, his value was 
unanimously accepted and he was offered the position of conductor of the Imperial Chapel 
Choir of Sankt Petersburg; in this position, he composed approximately 100 choral pieces, 45 
religious concertos (for one or two choirs), several cantatas, hymns etc. His musical style is 
characterized by a flowing melodic contour, having its foundation in the Eastern church chant 
combined with the Western chant and reveals simplicity and harmonic clarity, as well as 
through the masterful use of the counterpoint techniques and “Cori spezzatti” techniques in 
the style of the Renaissance masters Andrea and Giovanni Gabrieli of the San Marco Chapel 
in Venice. Religious music is the most important side of his creation, namely the “classical” 
stock of the Russian repertoire, which is still interpreted to this day and which was set as a 
model for the composers who followed. This is proved by the addition of certain established 
pieces of this composer’s creation to the repertoire of the first choirs in the Romanian 
Principalities; they were first introduced by Gheorghe Burada, then by Gavriil Musicescu (for 
instance, in the Hymns of the Holy Liturgy, Vienna, 1900). 

Therefore, in Gh. Burada’s opinion, the hymn to the Holy Virgin Mary, “It is truly 
meet” by Dimitrie Bortneanski was an important piece in the structure of The Divine Liturgy 
of Saint John Chrisostomos, as it was considered a valuable piece of the Russian Orthodox 
repertoire translated into Romanian. This opinion held by the Moldavian composer is indeed 
correct, as the piece represents a model in terms of the economical use of musical means, with 
a highly expressive sound result. With a homophonic composition style for six parts (divided 
male voices), the Axion impresses mainly through the tuneful melodic contour, written in the 
respect of the fundamental characteristics of Christian church monody: the gradual melody 
scalar profile, without large interval jumps, with basic rhythmic values (fourths, minims, 
sometimes eighths also). The intonational sphere belongs to the diatonic scale; the Russian 
composer used F major, with a bright, warm ethos, in keep with the laudatory religious text in 


praise of the Holy Virgin Mary: 
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Example 15: Dmitri Bortneanski, Cuvine-se cu adevarat, b. 1-12 
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In terms of harmony, the main steps of the tonal are used, as well as the secondary 
steps, in an isorhythm which is preserved along the entire piece. The modulations in close 


tonalities are also used, such as C major in bars 13 to 16: 


Example 16: Dmitri Bortneanski, Cuvine-se cu adevărat, b. 13-17 
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Further on (bars 17 with auftakt-22), the musical discourse is supported firstly by the female 


voices, then by the male voices accompanied by the alto in the form of a dialogue: 
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Example 17: Dmitri Bortneanski, Cuvine-se cu adevarat, b. 18-21 


== 


18 
pai == 


Starting from bar 23 and up to the end the manner in tutti is used again, with homophonic 
methods similar to the one already presented. In this section, we can emphasize the use of the 
dominant seventh chords. The cadence system used is classic, based on the authentic V-I 


relation: 


Example 18: Dmitri Bortneanski, Cuvine-se cu adevarat, b. 36-38 


| 


The last part of Gh. Burada’s Liturgy is the concert “Praise the Lord”, an ample piece 
which is composed in the manner of Russian choir liturgy music. Since at bar 40 the 
manuscript contains a note in pencil of a melodic version for soprano, Burada’s paternity of 
the adaptation at least, if not of the original composition, appears as a plausible hypothesis. 
The use of the vocal techniques cori spezzatti with a dynamic effect can be remarked; the 
harmonic light composition in the 34 time signature relies on main harmony, sometimes also 
on secondary harmony in various inversions, of the main tonality, F major. On the rhythmic 
harmonic pedal of the bass, initiated through a rhythmic anapest cell that will recur as a 
rhythmic leitmotif along the entire piece, the alto accompanied at a sixth interval by the tenor 
creates a slow, gradual melody (bars 1-8) for the psalm text “Praise thee The Lord in Heaven, 


praise Him”: 
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Example 19: Gheorghe Burada, Concert, b. 1-6 
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Following the open cadence of this sentence, the musical discourse is continued by the 


female voices (bars 8-15) which create an ascending gradual melodic progression towards the 


high pitch of the soprano register, in keep with the meaning of the text: “Unto the highest”: 


Example 20: Gheorghe Burada, Concert, b. 7-12 
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On a harmony plane, a chromatic modulation of the C major is presented on bar 13; 


this tonality will be retained up to bar 30. From bar 17 with auftakt on, the musical discourse 


is supported only by the male voices (bars 16-21); the first intervention is that of the tenor 


with a rhythmic anapest cell, then the divided bass-baritones, who rhythmically imitate the 


above mentioned form. From bar 19, composition is turned to an isorhythmic one: 
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Example 21: Gheorghe Burada, Concert, b. 13-19 
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Starting from bar 23 with auftakt, the female voices are also used, with an imitation of 
the generating cell rendered through an octave leap to the soprano, followed by the 


descending scalar profile in the text “Praise Him unto the highest” to the perfect cadence in 
the first step (bar 26): 


Example 22: Gheorghe Burada, Concert, b. 20-26 
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From this point on, the entire melodic profile, in terms of both melody and harmony from bars 
23-26 is almost identically repeated; only the text differs: “Praise the Lord God in His 
Heaven” (bars 26-30). After a brief modulation on the tonality of the relative minor, namely D 
minor, achieved through the leading note C (bars 31-32), there is a reversal to the basic F 
major through a sudden unprepared modulation (bar33-36); the final part of this sentence is 


achieved through a modulatory cadence to C major. 
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Example 23: Gheorghe Burada, Concert, b. 27-38 
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The last repetition of the text “Praise Him unto the Highest” reintroduces the motif 
based on the initial rhythmic cell (anapest) to the soprano, which is imitated by the other 
voices; through the reversal to F major (bar 40), the discourse develops towards the final open 


cadence of the first part of the Concerto. 


Example 24: Gheorghe Burada, Concert, b. 39-46 


The final part of the Concerto (bars 45-60) is a musical illustration of the jubilation in 
“Alleluia”, repeated several times; in this fragment the composer uses free imitation within 
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dialogue between the parts; in terms of harmony, the discourse is also enriched through the 


use of secondary steps. 


Example 25: Gheorghe Burada, Concert, b. 47-53 
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In the final part, after the perfect cadence to the tonic (bars 57-58), the text “Alleluia” 
is repeated, thus emphasizing the function of the gravitational centre of the tonic of F major 
(bars 58-60), in the high pitch register of the soprano; this lends the end of the piece a solar, 
jubilant quality: 

Considered as a whole, The Concerto “Praise the Lord” is the most elaborate piece in 
the entire Liturgy and demonstrates good knowledge of the homophonic compositional 
resources, as well as knowledge of voice leading which offers the musical discourse variety 
and expressiveness. 

Gheorghe Burada’s contribution to musical life, musical education and religious and 
lay musical composition is important and should not he disregarded, as it marks an important 
step forward in understanding and applying the musical principles of tonal Western musical 
composition; these principles had not been known until the beginning of the 19" century. In 
Burada’s lay and religious compositions these principles are applied in an unsophisticated, 
sometimes rudimentary, yet efficient manner; they are, however, far from what can be termed 
as true artistic mastery. Generally, the melodies in The Liturgy are either adapted from the 
Russian — Ukrainian repertoire, or created in this manner and adapted using mainly harmonic 
resources; only rarely do elements of polyphonic imitative technique occur. The relation 
between the text and the music is carefully considered by the author: as a rule, he succeeds in 
adequately transferring the sense of the liturgical text. Gheorghe Burada also deals with issues 
of dynamics and agogic, thus proving his experience as a church choir conductor and his 


interest in expressive rendition of religious music. 
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We consider that the publication of this relevant document of the age when Romanian 
cult music was being brought into existence would be a restoring attempt to reconsider the toil 
of this impassioned musician from Iasi, whose pioneering activity will have otherwise long 
fallen into oblivion. One of his main compositions, The Divine Liturgy of Saint John 


Chrisostomos, stands as the first choral liturgy created in our country by a native composer. 
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